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INTRODUCTION 
While taking a graduate course, Survey of Music 
Literature, the author I s interest in the Baroque period of music 
was aroused. Therefore, it was decided that the subject for this 
paper would come from the period between 1600 and 1750. When 
looking for a suitable subject, an overview was made of a number 
of music publications. Vague references occurred concerning 
the person of Georg Muffat and his contribution to the early forms 
of instrumental music. Since Georg Muffat was heretofore unknown 
to this author, and since he had played a role in the development 
of instrumental music (a subject in which this writer has more 
than a little interest), it was decided that research would be made 
into those musical contributions. 
Since the usual references to Georg Muffat were very 
scant and incomplete, a short historical resume of this man's life 
and his work has been presented. 
It is beyond the scope of this thesis to give proper 
attention to the entire works of Georg Muffat. Therefore, one 
suite was chosen and commented upon with care and detail. The 
first ballet suite, entitled Eusebia (Latin translated "Piety"), 
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from Florilegium Primum was selected to serve as the vehicle 
for this study. Also, in making this report it was necessary to 
make many general observations concerning the form and ornaments 
which were in vogue during that period. Of those general remarks 
it should be remembered that they apply in most instances equally 
well to all his works, but particularly to the suite chosen from the 
Florilegium Primum. An arrangement of this composition for 
brass instruments has also been included, making the hearing as 
well as the seeing of this suite more accessible. 
It is the intention of this author to follow this study 
with more research into that early period and to make more of 
those early instrumental compositions available for performance. 
It is hoped that these efforts will serve not only their service to 
this author, but will also stimulate others to delve into the works 
of Georg Muffat and his contemporaries, and provide them with 
the tools by which such a study can be commenced. 
A BRIEF HISTORY OF THE LIFE AND 
WORKS OF GEORG MUFFAT 
During that period following the Thirty Years I War, 
cultural influence was dominated by Italy and France. Generally the 
Italian influence, centered in the city of Rome and also in the city of 
Vienna, played the major role in the development of the musical acti-
vity in Germany. This was in part due to the interests of Emperors 
1 
Ferdinand III and Leopold I. Versailles and Paris, the centers of 
French influence, were much farther removed from contact with 
popular thought and taste than were the more liberal Italian cities. 
From that period came the organist and composer Georg 
2 
Muffat {1645-1704). Muffat represented Germany and Austria alike. 
It might be said that he truly represented the spirit and style of the 
period inasmuch as he studied with both the Italian and French masters 
and followed that study with compositions which were representative of 
both schools. Newman speaks of Muffat's latter style as a 11mixed 
style", where elements of both schools of thought were present plus 
1 
Donald N. Ferguson, A History of Musical ~hought, Appleton- Century-
Crafts, Inc., New York, 1948, pp. 265-6. 
2 
All birth and death dates used in this paper have been authenticated by 
the Oxford Companion to Music, 1938 edition. 
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that natural influence presented by his own country. 3 It is interesting 
to note that, aside from Austrian, German, French, and Italian 
surroundings and influences, Muffat becomes even more cosmopolitan 
by the fact that he was of Scottish descent.41 
Georg Muffat was born in Alsace about 1645. His profes-
sional career as an organist began at the Strasburg Cathedral and con-
tinued until 1674. After this he spent six years in Paris studying with 
the French master, Jean Baptiste Lully (1632-1687). For the following 
eleven years Muffat was organist in the Archbishop1s Chapel in Salzburg. 
It was _during this time that he visited Vienna and Rome and was influenced 
by Bernardo Pasquini (1637-1710) and Arcangelo Corelli (1653-1713). 
This period from 1678 to 1689 was the one in which most of Muffat's 
music was composed. However, it was not published until he moved to 
Passau, a town a short distance north of the German side of the border. 
In 1690, he took the position of organist to the Bishop of Passau, and'in 
1695 was elevated to the position of Kapellmiester and Master of the 
Pages in the Passau Cathedral. This position was continued until his 
3 
William S. Newman, The Sonata in the Baroque Era, Chapel Hill 
University of North Carolina Press, Chapel Hill, North Carolina, 1959, 
p. 32. 
4 Percy A. Scholes, The Oxford Companion to Music, Oxford University 
Press, New York, 1938, p. 598. 
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5 
death on February 23, 1704, at the age of fifty-nine .. 
For the sake of clarity it should be noted that Georg Muffat 
fathered an equally well known son, Gottlieb (Theophil) Muffat ( 1690-1770), 
who was a composer and a performer on the organ and harpsichord. It 
was this Muffat who is mentioned as having influenced Handel. 
The works of Georg Muffat may be divided into five major 
groups. They will be surveyed here in chronological order as to their 
year of composition. The first was entitled Florilegium Primum. It 
was composed of a group of seven Fasciculia, or suites, designed in the 
6 
French Ballet Style. They were written for five string instruments, 
with a basso continuo. The date of these compositions is not clear. 
Muffat reports that these pieces were written in Salzburg before he 
moved to Passau. From remarks directed in the Foreword to The 
Auserlesene Instrumental Music, it would seem that they were begun 
5 
Op. cit. William S. Newman, ~ Sonata of the Baroque Era, p. 220. 
Oliver Strunk, Source Readings in Music History, W. W. Norton and 
Company Inc., New York, 1950, p. 442. 
Op. cit. Percy A. Scholes, The Oxford Companion to Music, p. 585. * 
6 
Denkm~ler Der Tonkunst in Osterreich, compiled by Guido Adler. 
"Florilegium Primum Fur Streichinstrumente un d Clavier. 11 Georg 
Muffat (Jahrg. 1/2 Band Two); Breitkopf und H£rtel, Weisbaden, Germany. 
* It is impossible to divide this material, footnoting the portions which 
came from each source. Therefore, the three sources have been listed 
in order as to their importance in the reporting of this historical summary. 
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soon after the end of his stay in Paris. 
Since in 1682 he was in Rome and was working on compositions 
in the style of Corelli, the date of these works probably lies between 
1678 and 1681. However, they were not published until 1695 after he 
8 
had moved to Passau. 
The Armanico Tribute was a group of sonate di camera, 
written in the style of Corelli and as a tribute to him. This collection 
is dated (Salzburg} 1682 and said to have been inspired by Corelli during 
the aforementioned visit to Rome. 
9 
Apparently there were five of these 
sonatas. However, only the second appears in its entirety in the 
II 
Denkmaler collection. 
A work entitled Apparatus Musico- Organisticus is dated 
1690. It was composed of twelve toccatos, chaconne, and passacaglia 
10 
for the organ. 
A second volume of suites, Florilegium Secundum, was pub-
lished in Pass au in 1698. This set of compositions was written at the 
request of the Bishop and was to be used in the performances of the 
7 
O · S nk S R d. 249 50 p. cit. tru , ource ea 1ngs, pp. - . 
8 
Op. cit. Strunk, Source Readings, p. 442. 
9 Ibid. Strunk, p. 449. 
10 
Ibid. Strunk, p. 442. 
-7-
court ballet. The French influence carried itself to yet a greater 
position of prominence in this collection of ballets. Even the titles of 
11 
the various dances were in French. 
The Auserlesene Instrumental Music was published Passau 
1701. This collection was made up of twelve concerti grossi. There 
is a striking s imiliarity between the second, fourth, fifth, tenth, eleventh, 
and twelfth, the only ones in the Denkmaler collection, to the earlier 
sonatas. The inspiration for these compositions dated back some nine-
teen years to the 1682 visit to Rome which Muffat recalled. HThe idea of 
this ingenious mixture first occurred to me some time ago in Rome, 
where I learned the Italian manner on the clavier from the world famous 
Signor Bernardo (Pasquini) and where I heard, with great pleasure and 
astonishment several concertos of this sort, composed by the gifted 
Signor Arcengelo Corelli, and performed with the utmost accuracy by a 
great number of instrumental players. 1112 
11 nk .. •• 
De maier der Tonkunst in Osterreich, compiled by Guido Adler. 
11Florilegium Secundum Fo.r Streichinstrumente und Clavier. 11 Georg 
Muffat (Jahrg 11 /2 Band Four); Breitkopf und Hlrtel, Weisbaden, Germany, 
1950. 
12 
Op. cit. Strunk, Source Readings, p. 449. 
AN ANALYSIS OF THE F ASCICULUS ONE, 
FLORILEGIUM ONE 
The universal popularity of the dance gave rise to a vast 
unwritten amount of dance music. It was not until the sixteenth century 
that the dance suite first received a formilization and was scored. The 
English virginalists first developed a pattern for the movements of the 
suite using a simple tune, which was then highly elaborated in a type of 
variation. It was in France that the first idealization of the dance suite 
took shape as an orchestral ensemble. The instrumentation was chosen 
apparently because of its suitability as an accompaniment medium for the 
court dances or, as they were called, the "court ballet. 11 A succession 
of four dances evolved: (1) the Allemande (common time); (Z) the 
Courante (triple-time); (3} the Sarabande (triple-time); (4) the Gigue 
13 · 1 (double-time). By the latter half of the seventeenth century an optiona 
prelude had taken its place at the beginning of the suite. In this compo-
sition by Muffat the title 11 0uverture 11 was given to this beginning section. 
About the same time it became the accepted practice to give 
the dance suite one or more additional movements selected from the 
current dance repertoire, such as the bouree, the gavotte, the minuet, 
13 
Op. cit. Donald N. Ferguson, A History, pp. 284-6. 
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14 
the passapied, and the rigaudon. The dance suites did not follow a 
set pattern of dances but dances were used at liberty by the composers, 
being balanced and fitted to the need of the occasion. 
This first suite by Georg Muffat was arranged in the following 
way - first an overture followed by an air, then five dances: a sarabunde, 
a gigue, a gavotte, a second gigue, and a minuet. 
The overture is divided into two contrasting sections. The 
first portion, a section with nineteen measures, is in a slow two with 
repeat. To the eye each of the five parts seems to be independent with a 
strong linear motion, and yet, to the ear, there is a strong sense of key 
center and of homophonic chord movement. The melodic movement of 
the individual parts is not complicated. Most of the movement is diatonic. 
When skips do occur they are usually an interval of an octave, a fifth, a 
fourth, and an occasional third. There is a predominance of dotted 
rhythms, both dotted quarters with eighths and dotted eighths with six-
teenths. Measure seventeen and the first and second ending are the only 
two instances where a dotted rhythm does not appear in this first section. 
The second section, fifty-one measures with repeat, is highly contrasting. 
The meter changes to three-four and the tempo undergoes an acceleration. 
14 
Curt Sachs, Our Musical Heritage, Prentice-Hall, Inc., New York, 
1 9 5 5, pp. 2 0 8- 9 . 
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The style of this portion is fugal. After each part has made its entrance 
and a statement of the thematic idea, an episode which could be termed 
free counterpoint is created and subsequently the harmonic pattern is 
allowed to "bend" if not break its close tie to the original key center. 
This situation is maintained to measures forty-three and forty-four. 
At that point an important detail of the style of that day came into play. 
The strong final cadence was anticipated by a weaker one. This secondary 
cadence was affected by the special accent on two three-four measures 
in such a way that a single measure of three-two resulted. This rhythmic 
effect was and is called hemiola. The final few measures took on the 
character of the opening section and leads into the final cadence. Note 
when observing the score that in a few places a measure may seem to 
be incomplete. These measures were incomplete in the score presented 
in the Denkmkler. A dot has been placed on the line or in the space to 
suggest the note which might have been intended. This appears in three 
voices in measure thirty-two of the allegro portion of the overture. 
In the period of composition under observation, an air was 
the title used to describe a composition having a dance like tune, yet not 
having those characteristics of a specific dance. This air is similar to 
the opening section of the overture. There are measures with a repeat 
followed by nine more measures with repeat. The apparent unevenness 
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of phrase is the result of a one measure extension to the second phrase of 
each section occurring in measures eight and seventeen respectively. 
Again, as in the first section of the overture, there is a dominance of 
the dotted quarter and eighth note rhythm. Eighth note motion replaces 
the sixteenth note motion of the overture and adds to the broadness of 
this air. In programming, these two portions, the overture and the air, 
it would be well to perform them as one unit. The air is necessary to 
complete the then developed French overture which required a slow 
movement, a fast movement, and a final slow movement which often 
15 
took on the characteristics of the slow dance type. 
It is said that this early dance form, the sarabande, was 
16 
possibly of Spanish origin. This sarabande of Muffat, as is character-
istic of the sarabande, is in three-four meter. It is made up of two eight 
measure phrases each beginning on the down beat of the measure. 
Traditionally, emphasis is placed upon the second beat of the measure 
in the sarabande. A portion of the responsibility for doing this must be 
accepted.by the performer. Muffat shared in this responsibility by using 
the rhythmic figure, J 
'i 
I I':> 
.; "'· / 
15 
Op. cit. Scholes, lhe Oxford, p. 678. 
16 
Op. cit. Scholes, The Oxford, I. 830. 
, a typical figure for a s arabande. 
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This placing of the longest note on the second beat of the measure helps 
to accentuate it. The general characteristic of this dance is sober with 
a noble air. Note the steady moving rhythm in the first four measures 
of each section in the bass part which is contrasted to the weighted second 
beat in the upper. It is this force that assures the steady forward motion 
also characteristic of the sarabande. Since it appears several times in 
this dance, a melodic situation which happened several times throughout 
the suite, will be mentioned at this time. That practice was the one of 
raising the fourth degree of the scale one-half step. The melody in 
those places took on something of a modal color, the raised fourth being 
a characteristic note in the Lydian mode. Although exceptions are to be 
found, usually this event was both prepared and resolved through diatonic 
movement. 
The gigue was the most lively of all the dances. It was usually 
written in some compound time, either six-eight or twelve-eight. Follow-
ing that tradition, Muffat wrote this gigue in six-eight. Another of the 
traditions of the gigue was that the entrances were of a fugal nature. It 
has been suggested that these fugal entrances of the subject represented 
infecting the bystanders with the joyousness of the dance, moving them to 
17 
join in the merriment. In this. gigue the subject begins on the up beat 
17 Ferguson, A History, p. 285. 
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in two part harmony between the first and second parts. When the 
lower three parts enters in the last half of measure three, the subject 
is presented by the bass line. The two inner parts are used only to define 
the harmony. The second portion begins, as did the first, with the two 
upper voices. The bass again picks up the subject, this time at the inter-
val of the fourth. However, in this second section the two inner parts 
pick up the dialogue and carry it with interest. In the prior dance there 
was an equalness of balance between the two parts, eight measures 
balanced with eight measures. In the gigue, however, there is an eight 
measure section with repeat, opposed against a sixteen measure section 
with repeat. This second section reverses the direction of the melodic 
flow, extends the melodic idea, and in general takes on the characteristics 
of a development section. 
Following the tradition of the gavotte, this dance movement 
is in a moderate duple tempo and has a smooth rhythm with a courtly 
air about it. It begins with a pick-up on the half-measure. Each of the 
four phrases of this sixteen measure dance uses a pick-up for its begin-
ning. The form, as with many of the early dances, is simple binary. 
The bass line moves as a separate unit to the other four parts. Its 
motion begins in each measure on the second half of the third beat with 
eighth notes, then becomes sustained at the beginning of each new measure. 
-14-
This constant pattern helps to sustain a smooth forward motion. With-
out it the four independent upper parts could easily lose the characteristics 
ascribed to the gavotte. 
Likenesses between the first and second gigues are to be 
found in their quicknesses of tempo, six-eight time, their use of six-
eight rhythms, the quarter note followed by the eighth, and the dotted 
eighth followed by a sixteenth, then an eighth. The fugal entrance seems 
to be missing in this second gigue. All parts begin on the half-measure 
together. The first part recalls itself at the interval of the fifth in the 
second half of the equally proportioned sixteen measure dance. The fugal 
response is shared by the three inner parts which changes every two 
measures. The rest of the time the inner parts define the chordal 
structure as does the bass line throughout the entire dance. 
The minuet was saved for the final dance of this suite. The 
18 
origin of the minuet is often attributed to Lully. It could well be that 
this, being the first dance suite of Muffat's after his study with Lully, 
could have been one of the first minuets composed and performed in 
Salzburg. Possibly it was given this last position to serve as a special 
treat and climax to the suite. Traditionally the minuet is in ternary form. 
18 Op. cit. Scholes, The Oxford, p. 582. 
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This one strays from that form. There are eight measures repeated, 
opposed to sixteen measures repeated. There is, however, a strong 
resemblance between the first eight and the last eight bars with a definite 
contrast existing between those and the middle section. There is a 
similarity between the melodic and harmonic structure of the overture 
and this final dance, allowances being made for the differences of meter. 
The beginning of the overture is in duple and the minuet in triple time. 
COMMENTS ON THE STYLE AND PERFORMANCE OF THE 
FASCICULUS ONE, WITH EMPHASIS ON ORNAM:ENTATION 
As was stated earlier, this composition, as were all the 
suites in the two Florilegia, was composed in the French ballet style. 
The development of that style can for the most part be attributed to 
Jean Baptiste Lully. This French master, whose influence and acclaim 
reached throughout the whole of the musical world, had not only a strong 
bearing on the writing of these compositions but also the manner in which 
they were performed. The high esteem in which Muffat held Lully and 
the importance which Lully had in the performance was revealed in the 
Foreword to the Florigelium Secondum, Passau 1698. "The art of play-
ing ballets, on the violin, in the manner of the most celebrated Jean 
Baptiste Lully (here understood in all purity, admired and praised by the 
world's most celebrated masters) is so ingenious a study that one scarcely 
. 19 
imagines anything more agreeable or more beautiful. 11 
In his anxiety to direct all amateurs and professional musicians 
alike in that proper style of performance, Georg Muffat set forth five 
rules or directions which will serve as the outline for this portion of the 
l9 Op. cit. Strunk, Source Readings, p. 447. 
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paper. 
1. "One must, for purity of intonation, stop 
the strings accurately. 
2. The bow must be drawn in a uniform way by 
all the players. 
3. One must bear constantly in mind the time 
signature, or tempo and measure, proper to each 
piece. 
4. One must pay strict attention to the usual 
signs of repetition introduced and also to the 
qualities of the style and of the art of dancing. 
5. One must use with discernment certain 
ornaments making the pieces much more beautiful 
and agreeable, lighting the~ up, as it were, with 
sparkling precious stones. " O 
It is well to note before continuing that the very fact that 
great care was taken to assure a 'proper' performance was in itself a 
21 
characteristic of the French style. This attribute is not typical of 
the other national styles of that period. 
Of Muffat's first direction there is little to add. Teachers 
of music today can find encouragement from the fact that the problems 
of intonation are not unique in this age, but have been a point of concern 
for many years. 
20 Op. cit. Strunk, Source Readings, p. 448. 
21 
Thurston Dart, The Interpretation of Music, Hutchinson's University 
Library, Hutchinson House, London, 1955, p. 78. 
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The drawing of the bow was important to this discussion of 
style in that the direction in which the bow is moving has a bearing upon 
the amount of relative stress which each note will receive. Those notes 
which are played on the down bow will receive greater stress than those 
played on the up bow. 
Although it did not appear in the edition presented in the 
Denkm.aler collection, Fredrick Dorian reported that Muffat in his 
Florilegium displayed the different national styles of violin playing. 
The bowings were marked to indicate the different schools represented: 
France, Italy, and Germany. He presented the following example taken 
from a minuet in the first volume of Florilegium. 
Italian 
V ' I \ V V I V V V I V J ti erman 
/ / 
I' 
\ 
v V V - V I V- l V l 
French 
The German and Italian styles of bowing apparently gave little concern 
to the melodic fl.ow or note emphasis, bowing each note in a different 
direction. The French style, which in the above example is attributed 
22 
22 Fredrick Dorian, The History of Music In Performance, W. W. Norton 
and Company, Inc., New York, 1942, p. 1f-: 
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to Lully, carried the art of violin bowing to a higher plateau. The notes 
of the melodic line have each been evaluated and the bowing so designed 
to give it balance. The notes of greater importance were on the down 
bow and those of lesser importance were played up bow. Following the 
French style this same type of evaluation needs to be considered by the 
brass performer. Evaluate the melodic line. Allow the primary beats, 
the long notes, and the phrase peaks the greater emphasis. Maintain 
the other notes in a secondary position. 
In the Foreword to the Florilegium Primum, Muffat was 
quite clear on the subject of time signatures and tempos. 
"The beat or measure governed by the signs 2 and 4-
divided into two parts, must be given once again as fast 
as that following the sign c , divided into four. Mor~ 
over, the time of those pieces comprehended by the 
names Ouverture, Prelude, and Symphonie is to be 
beaten rather slowly when it is marked 2, a little more 
briskly for the Ballet, in any case more slowly than one 
beats at the sign <f.' , which last, in the Gavotte, is not 
so precipitate as the Bouree. Further, although at the 
sign 2 the measure is very slowly divided into two 
parts, the notes have nearly the same value as they 
have with the Italians at the sign C and the additional 
direction "Presto", when the measure is divided into 
four; the difference between the two is simply that in 
the latter case one must not, as in the former and better, 
give to successive quavers a dotted rhythm, but must, 
on the contrary, play them evenly. The Symphonie of the 
fourth fascicle provides an example of this. As to the 
other signs, 3/2 required a restrained movement, 3/4 
a gayer one, yet uniformly somewhat slow in Sarabandes 
and Airs, lively in the Rondeau, very brisk in Menuets, 
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Courantes, and many other dances, as also in the Fugues 
appended to the Ouvertures. The remaining pieces, such 
as are called Gigues and Canaries, need to be played the 
fastest of all, no matter what the time signature. 11 23 
As to repetition Muffat was quite as clear in his directions 
as he was in his directions concerning tempos. The rhythms are clearly 
marked within the score of the composition. The sign .S. represented 
the same type of repeat as is represented in the Dal Segno which is used 
today. There was a special situation which could be used with the .S. 
sign. Muffat 1s comments concerning it were as follows: 
"Although I find not displeasing the practice of some who, 
having in this case first repeated the whole second part once 
more in its entirety, begin again at the aforesaid sign 
and repeat this much alone a third time, this is a ma~~r to 
be settled by the musicians before the performance. 11 
It should be remembered that these pieces sometimes referred 
to by Muffat as Ballets were designed to be used for dancing. Not only 
were they designed to serve, in a sense, as training material, but they 
25 
were performed in costume before the court. 
Ornamentation was probably the most important character-
istic of the style of the music of the Baroque period. Therefore, special 
2 3 0 · t S k S R d. 444 p. c1 . trun , ource ea 1ngs, p. . 
24 
Ibid. Strunk, p. 444. 
25 
Op. cit. Strunk, Source Readings, p. 446. 
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attention will be given to that portion of this discussion of style. A 
general description will be given of many of the ornamental practices of 
the early Baroque era and the special situations which pertain to cases 
in this suite will be considered. 
The numerous varieties of graces which were in use during 
that early period could be divided into two major categories. 
1. "One kind of grace conveyed particular life and breath 
to single notes, such as the Appoggiatura, in Germany the 
'Vorschlag' which was the accented touch on the beat (not, 
as today, the unaccented, fleeting touch before the beat) of 
the neighboring, non-harmonic note, to be slurred over to 
the note that the harmony actually required. 
Mordent, or 'biter, ' a rapid unrepeated to and fro between 
the main note and of its neighbors. 
Trill, a continued prestissimo alternation of the main note 
and one of its neighbors, beginning with the latter. 
2. The other kind of grace smoothed the passage from 
note to note. 
Such were the; 
Turn, on which a group of notes--four or five--circled 
rapidly around the first note as if winding up for attacking 
the following one. 
Tirata, or 1slur, ' which softened a large melodic stride 
or leap by a slurring passage from note to note. 112 6 
The most prevalent ornament found in this composition was 
the trill. No attempt was made to write them out in the arrangement pre-
sented for brass quintet. Each one was marked with a cross above the 
26 O · S h O M . 1 H . 217 p. cit. ac s, ur us1ca er1tage, p. . 
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note. As was the style of the period, each trill should begin on the upper 
auxiliary tone. In observing the score one can see that there was an 
abundance of this ornament in comparison to its use today. As Curt 
Sachs pointed out concerning the general use of embellishment during 
this period around 1700, "While the harpsichord player was bound to his 
notes and only embellished them with agrements, the singers and players 
of melody instruments were required to dissolve their parts, in slower 
movements especially into an uninterrupted flow of coloratura, similar 
to the diminutions in Palestrina's time. 1127 
Thomas Mace, one of the clerks of Trinity College of the 
University of Cambridge, published in 1676 a book entitled Musick's 
Moments; or A Remembrance of the Best Practical Musick, Both Divine - ----- ---
and Civil, That Had Ever Been Known to Have ~ in the World. One 
of the graces he described was called "The Spinger." It was described 
28 
as 11 a grace very neat, and curious-----. 11 He went ahead to explain 
its execution using the following amusing dialect and an abundance of 
upper case letters and italics. 
27 
28 
"After you have Hit your Note, which you intend to make 
the Grace upon, you must {just as you intend to part with your 
Op. cit. Sachs, Our Musical Heritage, p. 217. 
Arnold Dolmetsch, The Interpretation of Music of the XVII and XVIII 
Centuries, Oxford University Press, London, 1946, p. 252. 
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Note) Dab one of your next Fingers lightly upon the same 
String, a Fret, or 2 Fretts below {according to the Ayre) as 
if you did intend to stop the String, in that Place, y~ 
Gently, that you do not cause the String to Sound, in that 
Stop, (so Dab 1d;} but only so, that it may suddenly take away 
that Sound, which you last struck; yet give some small 
Tincture of a New Note; but not Distinctly to be heard, as a 
Note; which Grace (if Wa:41 done, and Properly} is very 
Taking, and Pleasant. 11 
"The Spinger, " as described by Mace, was best suited to the 
lute and only there could it truly be performed. However, it was imitated 
on other instruments by playing the auxiliary note very soft and smooth, 
and making it as short as possible. The sing for this 11grace 11 was two 
short lines set above and between the two notes. They were also marked 
with a slur. 30 Dolmetsch reported the following two examples as appear-
ing in the Florilegium, 1695. 
I 
\ As written 
As performed 
31 
29 
Op.cit. Dolmetsch, The Interpretation, pp. 253-4. 
30 
Ibid. Dolmetsch, p. 254. 
31 Ibid. Dolmetsch, p. 254. 
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In searching the two volumes of the Florilegia as they were 
present in the Denkmaler, none of these graces were found. It has been 
concluded that either they were translated into modern notation or were 
omitted. The use of the sign denoting the slur appeared infrequently in 
these works. It is entirely possible that the rest of the sign was omitted 
and that those places were to denote the use of the 11spinger." 
Two other graces were reported by Dolmetsch as having 
appeared in the Florilegium, the slide and the turn. 
Slide 
As written 
/ 
/ 
As performed 
32 Op. cit. Dolmetsch, p. 242. 
33 
Ibid. Dolmetsch, p. 228. 
Turn 
As written 
~ -bi. 
/. / 
/ \ 
As performed 
32 
/ 
33 
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Again, as before, neither of these signs were founJ. to be 
present in the Denkmaler edition of the Florilegium. A partial explana-
tion for the absence of these signs in this German edition was presented 
by Curt Sachs. "Grace notes, or, as the French said, agrements, were 
expected from the performer as a matter of course, when the composer 
took care--as did the French--to denote every single one of them by a 
special symbol, or were--as in Germany--rather negligent in writing 
34 
them down. 11 
As pointed out previously in this section, the instrumentalist 
often became so absorbed in the graces that the melodic flow was lost. 
Mace offered a partial solution for this in his request for lightness of 
tone for the added note in the "spinger. 11 Quantz, in his treatise on the 
art of flute playing, carries this idea further, saying: "In performance, 
one must distinguish between the principal notes (which are also called 
attacking or, in the Italian way, good notes) and the passing notes, which 
are called bad notes by some foreignerso Whenever possible, the princi-
35 
pal notes must be more accented than the passing notes. 11 Exception 
34 
Op. cit. Sachs, Our Musical Heritage, p. 216. 
35 Johann Joachim Quantz, Versuch einer Anweisung die Flote trauersiere 
~ spielen, Berlin, 17 52, Chapter XI and 12" * 
,~ An English translation found in the book Rhythm and Tempo by Curt 
Sachs (W. W. Norton and Co.) New York, 1953, p. 298, has been used. 
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to this must be made for the accented appoggiatura which, because of its 
position on the beat, gained an unusual position of importance and rhythmic 
strength. 
A DJSCUSSION ON THE ORIGINAL INSTRUMENTATION 
USED IN THE FASCICULUS ONE AND INSTRUMENTATION 
CHOSEN FOR THE TRANSCRIPTION 
The original instrumentation of this suite was for five bowed 
strings and a clavier which doubled the other five parts. Each instrument 
had a separate part. Each part was written using the clef arrangement 
most suited to the particular instrument. The upper part was written 
for violino, using the G or treble clef. Note the addition of the 10 1 to the 
word violin. This denoted a position of leadership and an importance 
of music part. Moving downward the next instrument used was the 
violetta. It used the soprano clef which placed 'c I on the bottom line of 
the staff. There is a confusion as to the meaning of the word violetta. 
One source would place it as a small member of the viol family, "etta, 11 
36 
meaning little in Italian, making it a t1little viol. 11 Another source 
37 
declares it to be a name used in an earlier time for the viola. Handel 
was reported to have used an instrument called a "Violetta Marina!! on 
occasion. This instrument was similar to the Viola d 1 Amore, but higher 
in pitch. It had no frets and was held in an upright position like the 
. 1· 38 
VlO 1n. 
36 
J. Stainer &: W. Barrett, Dictionary of Musical Terms, Oliver Dilson 
and Company, New York, p. 447. 
37 
Op. cit. Scholes, The Oxford Companion, p. 988. 
38 
Ibid. Scholes, p. 986. 
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It would seem quite probable that this second part was 
played by some manner of viol. Yet the part was well within the range 
of the violin and could easily be performed by that instrument. The 
third part was given to the viola. The clef was the usual one for this 
instrument with C 1 being placed on the third line. The fourth part does 
not call for a special instrument. It is listed as 11Quinta parte. 11 11Quinta 11 
is the feminine gender of the number five in Italian. This unusual 
numerating of the part leads to some unresolved speculation as to the 
reason why this was done. It might well have been to note this part as 
fifth in importance. It might suggest that this part was added as an after 
thoug~t to meet the instrumental demands of some pre-established group. 
Throughout both volumes one and two of the Florilegium this same 
nomenclature was used consistently to describe this part. Either the 
violoncello or the Viola da Gamba was more than capable of managing 
the limited demands that were presented. The clef used was the tenor 
clef in which C' was positioned on the fourth line of the staff. The fifth 
part was assigned to the violone. It was the double bass of the viol family 
and the ancestor of our modern day string bass. The now traditional 
bass or F clef was assigned to this part. 
A variety of string instrumentations could perform this work. 
An exact instrumentation was not clear. It would seem that the upper and 
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lower parts were clearly defined, but that the three inner parts could 
have been performed by either a member of the viol or violin family or 
perhaps by a mixture or both, possibly even wind instruments. The viols 
were a favorite of royalty, which might suggest that they were the ones 
intended, inasmuch as this suite was written to be performed at court. 
To Germany and that general geographic area was attributed the develop-
ment of the craftsman violin makers and the leaders in the art of violin 
technique. This might suggest that the violin family would be favored. 
In any case, it is doubtful if the composer was such a purist as to be 
overly concerned about which instrumentation was used. In the group 
of concertos published in 1701, Muffat noted on the score the three 
concerto parts written for two violins and cello could be played as well 
39 
by two oboes and a bassoon. 
For the purpose of the transcription, a brass group comprised 
of two trumpets, a French horn, a trombone, and a BB' tuba has been 
chosen. Here, as with the early string complements, alternate instru,-
ments were readily available. Cornets could be substituted for trumpets, 
mellophones for French horns, and baritones for trombones. One could 
39 
Denkmiler Der Tonkunst in Osterreich, compiled by Guido Adler. 
"Seche Concerti Grossi I. 11 Georg Muffat (Jahrg XI/2 Band 23); Breitkopf .. . 
und Hartel, We1sbaden, Germany. 
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liken the conical bored brasses, cornet, French horn, baritone, and 
tuba, to the viol family, both being characterized by a mellow and 
relatively darker quality. Then liken the cylindrical bored brasses, 
trumpet, mellophone, and trombone, to the violin family with a brighter, 
more piercing quality. A number of combinations could be formed. 
Likewise, a number of different qualities could be effected. 
Although the range of the voices is not ideally suited to the 
traditional woodwind quintet, it could be arranged to meet their needs. 
However, the range is well suited to the clarinet choir and the parts 
would need only be transposed into the appropriate keys and clefs. 
Herein lies a wealth of material for the group that is willing to exert the 
effort needed to transcribe it. 
COMMENTS ON THE PROBLEMS OF TRANSCRIPTION 
This suite from the Florilegium Primum, Fasciculus _1 
Eusebia, was built around the key of D major. The fingering for brasses 
is awkwar.d in this key. Therefore, a change of key seemed desirable. 
This suite was first prepared for brass quintet in the key of 
C concert. On the advice of Dr. George Westcott, brass specialist at 
Eastern Illinois University, the key was lowered to B flat concert. Two 
reasons for the need for this change were pointed out. First of all it was 
pointed out that the range for the first trumpet was quite high. The 
average performer would be so involved with the notes that little energy 
would be left for a musical performance. Lowering the key one whole 
step placed the first trumpet part in a more comfortable range. The 
lowering of pitch did not create problems in the other four parts. 
Secondly, it was pointed out that C concert is a troublesornekey for brass 
instruments. It involves the playing of several notes using valve combina-
tions which include the third valve. It is generally accepted that such 
valve combinations create intonation problems. All full cadances require 
the tuba to play the note C using the first and third valves. By changing 
the key to B flat concert many notes requiring third valve combinations 
are eliminated. At the full cadances the note of the tonic and the fifth 
are played open horn, excepting the tonic of the French horn, allowing 
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the players their best chance at good intonation. 
Traditionally, violone and double bass parts are written an 
octave higher than they should. Therefore, in transcribing the bass part 
it was lowered an octave. In several places this put the tuba in a cumber-
some range and in a few instances forced the part below its range. 
Therefore, the liberty was taken of changing the tuba part when needed 
to keep it in a playable range. Care was taken to maintain the direction 
of linear movement when at all possible. 
FLORILEGIUM PRIMUM; 
FASCICULUS ONE, EUSEBIA (PIETY) 
SUITE FOR FIVE STRINGS 
WRITTEN BY 
GEORG MUFFAT 
TRANSCRIBED FOR BRASS QUINTET, 
TWO TRUMPETS, FRENCH HORN 
TROMBONE, TUBA 
BY 
GALEN DUANE TALLEY 
34 
_o __ -1:1~ ~(im Ji) C:1~ 
'I 
'!> r· ;-r d, 
~ 
44 + 2., ... - . 7i-.,.,... fl". ,, ., ,I ,# .. I r I I . I I .. , ,# 
A I , T -,- I' - I . , I r I • .,., , f' I i, I u l h. • • ,, -~ I • I .. .,,, . - ,, I - . • I I - I ' I ll , 
7'"""•1"4 T .,. + .,. .t: ......... _._ .. , . I ,, I I I ., ,, "· , I .. I ' . , I I I ,._L I I~ I I ...... . . I n I .., l I u • 7 -. , ,,, . ., ; -.A,: 
.. ,. ..... .....!. .-. • .. .... T ·1 1 I I . I I r 1 
ft .,,_ ,, 7 - I • I ..., , • I . I . J. . I • ., . ' I ' . ' ,, • ,, I • ,, y I ..., I I I I 0 .,. I 
-+. 
.,, ,,we. - ,,. 1:. . ,, + ..L.; - .c. ... ,"'), i • ' l ., . I I I I I• I ,. . nn I l I l u \ _J I I "'· ,, J. I ~ \ I I\ ' ' I I u 
l 
I 
'"" .,.. ... ·-. n .. ,,, . .. I I ,, 
~ 
(...,I -e- -0 e 
~ I.. ? t. 7 ? 
u 
:II.I 
" 
., .. , 10 ,. ,I -. ,, . + ,, . ,, ., • 
'I. , I n • , . . ,. -· ,I -. ,, . . . • I 
I .... ' I ... I I I - , I I • • · - I - I u I l.;i. I ::J 7 . 
__ ., _____ .. - I .µ .. l I ' I ....... I -3 - I I J I I I . " - , .,. . 7 _-:iL_ I ~ I , ,,. ·'-·-- ~-- ---- '· . 
... .,. + ... ... . '" ·.- I . .... I ..... I I I I I ::.::._). ,~; I I n I .; . I " . -, .. "'-L ;. __j_ ,,. I 
'- , ·--'----,--.... ., 
~-·-- ··----- --- --- - - ---
-------JI----·- ______ _1"..___ __ _ 
l 
I 
I 
--~---·· -, 
~- 3- 0 :;t -' + 
JL__~---- b 2 ' 5_ ' JI-.. ,., 
Ii, 
I + ~· / 
,7 . . 
- ----, , 7 
T _, ' I• I I 
. 
I I I I ' --r 
.i . ....... 
I "' I ., 
I 
~ ., . ,, -'• 
I • 
·1 II" I I 
, I 
- ., . ., I 
I _. 
I -\ 
I >---==l 
, .. . -" 
... .. 
• 
I 
+ 
/ 'l 
I 
., 
.., 
-. 
I, 
:ao 
35 
.£..• 
I 
_J 
0 
.,, 
- - .,,, ~==~~+~==-=-==-----=-::=-= __ =-~ =-~~-~J·_ ---===== !---~-------~--=----------+--
.. c-!__ 
L? z / __ 7_ 
-e-· 
l 
' -c,. 
I_ - <~) 
f-;7 ... 
36 
, 
i .. I . ~, . , . , -
""' . . . I I . 
J , 
I 
~ ... 
'J 
-,.,. 
"T 
'TJ 
"-.. 
~ 
,. 
a 
I ,, . ,. 
.. 
-. . . I 
I 
,...,, I 
tr:& I -. 
+-
II 
I . . 
.. 
. . 
I . 
'a. .. .. 
.. 
. ,I - . . . . 
• I • . 
I . 
• . . . . 
I I I I 
- . . 
I . 
. . . I . - .. 
,. , ., 
, .. .. ., 
' .,,, .,,, ,. 
I -· . I . . . 
I .,,, : 
• . . • 
I I -
I I 
,. 
' . . ~· . ... J I , . ,, " . . I . . . . - . . . 
" -
,...__ . . . . I 
-. - ~ . ~ -. I I . - . . -...c --. . . - -. 
.,. 
I I -, I . I . I 
h . I I I . - . -
+ 
, . I 
-4 ., 
I 7 
, 
- • I . . 
., \ ,,,. ,It,~~ ,, , 
--t-j-,\r-~'~'•~·---.-r,---,;~-.~--tt----~--~·M7'-jl-4-l-l:f-r,-T"",-t--+-1--,,t--T\-.+--r-,--.~--..-!--Jt-:1---.. ••,--;1---.-+--,,_,-.j--1-f------t,-+-
- - I I 
.. 
I -
·- '" I -I I_. _. • I, 
.a ,. • ~ ,, • ,. • I I I 
I I I 
I 
.. 
-- 1--,~-----..L. j~l---_-j_·---_::~~~-- I : 
I I --8----_.L._- I- I I ... 
-~ -- - --------- ;--- _:._ ---·--~'--,...-11-,- -------11-i-,-----' 11---""---,._, I 
,__-_+ __ -_-_0_·:_.~ .... =::=::==:·====~·~====-:.·_J .. _ ... +---_-:_-_-~_-:.===~:,==:=·: ,====-~·-_-__ -:.-_-__ -+~-:::t-_~--=::-~=...,7=;:'-______ ~1,: ... ~~-· ' -~---,,-f-,,-----_-..... 1--'~'---,--'-l------1-.--T"".+ 
4' • _. ~ • I L,. I I I ' #7 _, , ,, 
• 
, ,, I . .. ... I . I 
• .,,,. -5?· , .,. ...,,. ""' 
~------ - >--- ---L ~ I --fT-f-.-~ '-- . ·7 -::cc 1 ,- 'c-;--
~---- - · • ,1 • =r--i-·-.,---..--+-, 1--1.~----1--1-~~,---~ f-e----,.-- I--,-- - -----l.-1--~----t- -t-
!---------~===t= ----+-~'-------+,.-~---_-_-_-_------------~-- ______ J_ ~-==--L_ _:_ _____ f---tf--------., 1-~..:.-_-=-=========::==-~=======~===-• 
.. . .. 
I . -------1-
,U I I ' I . ·r--
,_ __ 
I I 
I . I I I I . I 
I . ,, . ~-~ " 
r . ..,,. , I . ti' , / , ,, "" 
>--------
, 
----~-~------~-~-------~--~.~ 1 ±Ii 
-------'-I---"-"·-----~ ---:!--,-- ~___,_~ ,, 
L------'-- 3 1 ? 
37 
,~ a• ... . :,.. t '3 &4' f' - - J> I I I I I I . I # I A I I .I _I_ - . ~ . . I . . . I I . I , . ,, , . - . , . I . . . - ,. _,, I ' . . I ,,. . A I I ' - l ' . . . . + . ,, . ' 
-t JI ~ 
l . . . I I 
~ I - . . I . ' I I I I . . . . I I I I I ., A . I - - . ,, . . . . . . -- - ,,,, , -. , ~ + <5 / u / . , 
I .. t' 
I . . . . . I I I . I I I I I . I - I I I . I I . I ,# I - . . . - I I . . . r / . u r .... , - - , , . r 
"" + 
+,, ,~ ..L , "'".! + , . ., r J _,, . ' I I II I I~ ' \ \ , - . . -- . . I , , \ I I I ' I \ C. C. . 
~ 
I I I I J ., ,r ,, 
I I . I . I I h \,# ... I 
I I . I • • . 
+ / - 0 j ~\ j 7~ ..:. , .:i "' , 7 .,.. ..,_ 0 ., + 
7 2 ' I, 2 
' ., ~, ~" "1 I 'S"'/ .. ~ ., " '1 2. 13 ~. ,,. , ~ . " .. -:-+ I • . ., . , , I . , . I • I I I I - I I ,& , l h . ... , I I I I I . I I I . .. • I , ~ I " . . I I . I v=. ,, I - .ar -. , . . 
~ .,. . 
I I 
.. I 
I I 
I I L I • I • . I -, r • "I .,, I 
I ----· ·-+- • .. .. I c.. I.. I I ·- . , I • . _.L_ ,, I~ . -,I ·-- --·------ __ .,. _____ ~ :::i , r ,,,, 
... 
'--4·- -+---D-- -~t=-=--+=- -=t=:i-- . ·-- ---- ----- ---------r--!~ji. I • • . I I • , .. =t-:-t--t- -_----=±_:~-~---··· L _i_ _ _L.. --.,_I- ,I -· ~ ·- -+ __ .... e C _± ______ , - . ., ·---'---,-,--------- ..,,... 
~--··· ·-- -- -- -- -- . -- - - ., . _,,,_ -- - -- . - - _-r_ .- - - --
.. -- --· C.~. ----r-- ·\ 
------ - ----- ---- - -
.. 
(. a ____ _b__ __ _ 7 I. __.__~---
] 
38 
11 .J ,-... "" 1, ., ' ., ., .. -· .,, ., ~ + ~ ~ ~ . . , ,, . , . IJ • . • . I .. . , ' .. ,I I I • I . . I . I I I I I• ,. • . I . • I I 
' •• . l \ I • __. I , • • I . -.- • --.-
~
. . . 
..... I ... . ... 
I . I I . .... • I • • • -z= i-,--, . .,, I I I • . I -. • I I • :, ,; I . . . . • . ,,. .. . • --., ,..~. "" . -.. .I ---, . "" ,, ' I I I I - \ I I r , . -
, 
~ 
,: I 
I . . I • I I I I 1 
~ .,, 3 I I • ,, "" I • I T l' l' I -· ., ' I . I .,, , . . • I • I , ' I -,. + - \,.,I I 
,f -~., ~ .,.. ../ ... . - ~ ,, ~ - ,, ~ . . , I ,I , . I . i --. .., 7 I . . --. I I .., \ r T I I \ I ' .... , ,. I I I --. .... ' \ --. I .. . . 
... . --I . ~ -., I . I . l 
I , .-. I I I I I I e . I ,I I 1 . I I , :; - ~ / :t .,,. -l , . + / ..J. . ; \ -1 7 -;- , ? .Q + 
! 
., 
I_ ' s Jn '~ (. '- (. '$ i ~ i ~ J 
-----------
.., s ., ' '" 't, ~ , I I '-A( 7 r,,.. ......... ~.~,, f' .,. ~ + + . . ,. ' I I I I . , ,~ I I . I .... , ' . . ' l . .... ' . . , I ' I . ...... IJ ' • . 
___ fL __ _,,. __ .1--t,,--~---------l-----------l----.------l---------lf----"~--=----_..------------ft-------------------
--~-c,•c...._1 ___ :._--.-_ ---------- r+..-----+-.- ~---'''------1:~-~-.a...:--µll~'-~l .... _.;i'--,~-•-,IL--lc • I -~ E-~-==== 
---'\------+------------.---~ . , ~ .;. .. -~~-~ ----'------_:_ 
---~---t____l-_ I 1' • -->--------. ___ _,,,r::+-----------~---- -------------
---l--==_=:_i- --~~ --4- --'-_L__.__-~ _ _.!:.___,_-4-_c-.,--..L--+--~! .----~ ~-=- ca-==.=-=-: -
0 _L_ ~_,_ ----+-\ - ----'----''---'--~f-0-----t---+-------------JI------ ------ f-
• ___...., I 
i- I , ,,. J ., . --.- ,; 
I . ' ~ . . ,I I ' - I , 
----------- - - -- .._. __ ···----~--
. - ---:;·-I 
.J. , 
0 
' ' , Cl 
J _..... 
y . I 
'I ,, I l - - ,. 
,J • . I - . I r . - . • i . 
...... 
,t 
I I 
'I I - I . .... I --. - . - I ~-- C) e 
,t 
J. I I ,-J ..... 
I I -. ,. 
& -e t> 
r) 6 
-
h I I - -.: I .., i: I . 
.; 
' ~ I -
=\ -, =.\ -\ -
0 0 
' ,I 
I .. , . - - i 
·[JJJ \ I I .. 
~ 
=====:a-+=1~~'.1--=1 1 J l I - ~ • -1 -~ 
. . . 
•• 
' -
" . -I ,., . 
,. ,I 
. ' I I 
,. . 
I 
. 
. 
r 
., ' 
I I 
\ --
I 
~ 
I 
• • • -
-
#' 
-, . 
---. I - -- -
. 
C.J. ,, + 
' ... - . 
, - , 111 ii T --. 
-----~,~~,=~=--.. ,-~-..,-,.-,f-~'--..,, ·..,--.---.L l~·L=i=1~·~ I _ _,.'P-'• 1"----~"-,'--]-_.-,__-L"JI-____ :.,._ __ • __ :-'-~ ..,Jl·~,_,7---,t--E-3---------- -
39 
s 
I ,, ,, 
I I I 
- I ,, 
. -
I T I • 
I -. ,# -
I n , I . . . I I 
I' ,I I ,, . 
- ~· " ,I . I , 
' T 
,t 
I I . - . . 
I " 
. 
,/ . / 
,o 
:, 
--
______ 1 
---------- -
.___~---- -----------
--.------- ------
~= ~-, _ -:p·· t~---=..--=~=;== ... =;;;;:::±~== 
~----.- ----- ..... I ! I_ -i • I I ==;======i~==~cl==============~tt::::..:::======~-=--=-.:..::.: __  
=---;---~~=-~-T~_----:_"-· ?', _L ___ i:....,. ______ ,__~'....J._ I ., _• __ 
, ....t!l>.=·'-----~,-.--~--'----------------c;r  _, __ -------·--
-6 ~ 
L~ ~- =~:i ~m-= L-f-_--F=t~ t + _...__ "'". _-,,..~-1----&~· ---- ---- ----· - - i=====--===t::~=-\----t-,---~-l-,-, l=~-~i===========.,-z.-_-
___ --- ---- - ---- -- ·-- -----11-------- ' .. ·-=~--~=.-_--__ -__ :·==-_________ _:_ __u _____ -
-- .... 
, I I 
.,,... + , 
I I - ., \ l 
.::-\ :P ! • 
. , _J 
+ + + 
I I ·-~.~...J.~=~,-1 _:: 
/ 0 
~ /. 
d- '+ I! 
40 
I I , ... , ., I S I :, . , --·-~ ~- -~-....----'l;il--'-·-'--~L_. 
=;;·_JJ=±=-- -· .. _.__ __ -------------~------...- ----=-----t 
" .. = ---t.,-~:r==t-.-~r----.- •..:::.:::==:-~==-=t=~==~=::-='+-=~~~Cij;~p-==~~~~+=f+~t~-=== ~.. J ~ ......, __ L 
r--------··----
~--------
I ' 
. -\ --- - .:t---
&. + 
', ' , • 0 , ~ 
~~igf t· ;· ~··.~· ~Ju=f~~ .~.~·· c.~=.~=·. c~i?E 
4" 
~=~- . - p-.0_-. 
- ;'L . -;. .:.·1-_-. .. 
.0 0 
i \ 
.. 
r11-... r 
ti'-·-, "' . , 
5 
~ 
/• 
l 
,I' .,. 
l, } 
. t_ ... 
..::i e 
,, . 
\, 
o·· 
\ 
=\ 
0 
____ l_S .. ·---·-·-·-··----
··.::.·~ 
,I' ..,L 
Uf ,, f' C) \ 
·f-.:-f 
/ .,;r 
0 0 
41 
J..,,....-> (~) . 
J 
... ... 
6-!f==f-~---:::_-==--=---;~ ... _ ... 1.~-F ~,.--~-·-- - , t1~f= f ,d- ~:E.==: 
+ + 
----------------------------------
----------·-----------
7 
---~-~_-=i=-=-:----=£--4= 
-- - - .t_ .t - . 
t---~ - + I . L _:J: = --- -E :_-~ _J'2 
.. ,, •... T...:I r!·- ~ 
j. I 
, 
" -1-- -- -~-- ---t t---- - -·; -
-- ··-- -· - --· ·• --- ·• 
- --r -·-·-;;:7 ~- -
,o 
1-- -
/ 
,---- 0 - . ,,. 
0 \-- -- r 
---·-·--·-····----·-----· --·----------~ .. - ----------·---- - --· -· ------ --··· 
-=:c1 ==-;t -l =J~J ·; 'f J.cc=' 'J J'.J. J-4 ,f:. } J lT J J 
-1,__2 ~ 7 t. t 4, 6: " w 
II ,c " -,- .. _,;, ~-ii ''! ;. 'I . - .. l . .. I I J~ I~ ,, . , ~. + + , I 1 I • . • , ' ~ I • -,- ,. .. • ... .. . I ... - 7-, I .,, ,., I • - • - . -· I I .. . -- .. I T . = . . • 
I . ... I b I 
I ~ . . .... ... I • • I - . . I"' ,, . I . . I • .- I ~ .. I . . ,, . . . ,., . I • I r I . I I I . .. .. 
7 + .,,,. /• / 
. 
I . ~ 
., . I .f" . " . I - I I I ., - T T I ' I . , I --. ~ • T . I T I ..... . I I I ~ - . I ,., . I . ,., ' ~ • r I I ,, . ,I . . . . ,, . 
r , 
#e 
, 
..!.. .L. 
.,. ,t 
. ..L ..a -;. + + ~,-
J T l I ,, . . I _., I 
D . . .. • • • ., , ..... I I -
l • . . I • . . I • ..• --I \ I • • 
I I 
<t -· 
I 
I I . . . • • I -. . I I l . 
I I I • • . • ~ . . . . • • . . • I I • ... ""' ::f ~ ...: j ~ _ _. • I , I , , / + '+ 7/ + 7 + 7 
, 
+ 
. / , ::1 
+, + 7. + ~ ,, 
•t ' # __..~3~-~;~.~1--~·L~ _ _Ja~~3_b_~f _ _,~.__ _ __J*tc_-
--------------_-_-_-_-_--~___:.___.IIL.. ____ =-..=========---------------
=====================~-= -=_=_= _= _=_=_= __ =_= _=_=--~~=-----
. -------------------
--·-··------------------ --------
---------------
·---------------·-------------------- ---------··---------- ----==-=::-~--=--:_=-: 
·--·--·--·-··----- - ------------
I 
~~·~ 
43 
I I 
~ ,.... .. ~ • • ' ' i \ '"• .:' -~ ' 
Ii· a . . ',,\ '; • ' .. • .' ,. , ,. • " ' ~·· -·~ ..• :: 'I • .. .. ~ - - .. - - . ' ,. I . I - - . - .. . ... • . - . - . - -- • • - -- . • . ... . - .... .. - . . . ,, ,, . • . . .. - • • • . - - .. . . ' - - . - - ,.,. - ' ! ·"' ' • ' ' 
1 ' ,.., . • . ' ~ .. • • I . . ... - -- . . ~ . I . ' . - I . , . - ' - . - . ·-• I • . • • I . ·- - ... - • .. ·- - ~ . . . .. . . . ,. . - . • • - • ., I • • .. • •• . -- , . . . , ~· . -
• .. I • ·- -- - , - .. -· -· .. . - - - .. , . •• ·- -· I . . . . . - . - . ... . I . • ... • ·- • .. • .. I . - -
~ ~ 
.... 
.L '!:.. "' 
, .,.. , ,, I ++ + - - . I , • .. I I • I ... . - . . .. .. • . r3I ... . - . .... . • • . ·- • . - . - ,_. - • - .. • . . -
"' t .. ~ I • I . ' . -·- -, .. • • • • - ' • I - L. • . • . -. • . .. I I • . • - - . . . I I • ; I , ,~ 7.~j -'. -f + -L.:1 j , , 7+ '·+ , , 
" • ' L 5 .. . - -
, 
' 
, ,. f I ~· .. ~ 4' • .. . I•+ ., • . .. . I . ,,, . . • ... I . ,. , -- ... . . .. • . - - - . ,,, . • • . - - . • . . . . . - . . .. • .. . - . . - . - . • • • • - • . . - • I" . • • - - • . . - -- ~ . -
- - ~ • I I - . • • . . . • ·-. • • • . . , . . • • • • • ,II , ··- - - . -· . . . . I .. - . • . I "' I • - . I I ·-- • - • . ,,, . . • • • ... .,,II • . . '-,# ' . (._J,-J' - -
- • I I • • . • - . .. . . . - . "'31 - ., .. , • ·- I .8 I . . . • I . - I ro . . . : I . .. I ., ... - . , . ... , - -
~ ,.. ~ ~- ...., I • .,.. L . , I I . ,,, I • , . . .. I . .. . . • •• • -~ ... I .. -. • - -• .. • ... . . ·~ • . .. • - . - . 
" ... .• . - . . . - • • • r r I I I - ~ I , .. . . . ·- • • -. r -l -1 • ~· , . r .,,.. i.+ ~ -j ' }~ l .,. ~ -'· • !lo .. ' ' • it. 
-
- --- - -- -- ---
44 
"• c, l . • ,, ... ... .. •• IC f '7 ~ I I - . ~ . , , - .,, r• • . • -- - • - • . . . . . • • • .. - - I -.. 1l . . . - - - .... -· - • ... . .. . - . - - - - . . - . - - - . . . . . -• - - ... .. , . • • ... ·- I • __.. -
I 
. - iA.&..J -- -! : 
rP"I ' 
! • ~ • - I - . - l I -- - ' - . . • . . . . . . . • . • - • • I • • I > • - . - • ·- . . . . -~ .. - . . -~ . I - . I • I -- ,. ,,, I .. - ,,. • - - - . .I - - . - . - -: . ... 
I I _.l - r r' I, -
:1 
,f - ... .. ...-1 .....--, • ·:... . - • • • • - • -- • r .. • • ... • . - - . . . "' • • . • • • • - 1• . . ... • • -. .. - - . . . . .. I . , •I-,-- I - - . . • I - - - - - - - . . - - . .. . , , , .. • . 
• .. i 
A ~J., .,,&. ~ , ,, , ~-, 
""" 
I ,. ~ I~ "' ' k .. , - - - . \"'" - , , - -·, ,,, • . . . • . • • • l I - . • . , .. • I • . .. . I • -• ..,, . - . - . - . I . ,, • l .. ..... ~ • l • I - - .. ! - . ~ ~ • -• . ! 
! 
I 
~ ... ... 
. l • . ·~ • • ~ ~ . .... ..... . • • • . I - • • • .. . - • • • . . . . . ~ I . . - - • • I • :t - ~·; ... - r ,,., . ~-..:. I . . ' . , + , , ,~1 ;, , 7.i! ., , I 7 7 ' ,, 
I b ' 
+. 
I 4\ ' .. 
~ - , ~ ,. ~ . - ~ ,t ... - , I . ,. . -· . r - . . r -- -. - ' " . I I • I .. 1 • I . I . . I • . • . ., . ,,. . . • l • I I • - • l • - I . • I - . I - - . - I I .... . - . 
J,, .. 
I l°J ., - ~ ..... • . - I• . • • • I I • • ll ·- • • i . .. . ,,, . . - , I . . • I . • . i I I • - - I . . . • I - r ,,. - . - r • . I ' • • • .. . . . . - . '• I -. I '-=:L.J I . "' I 
I ' 
... ~ . . . - . ..... • •• . - ' - - ,. ,, I I . •o I . . . . I . . I i I • I . . . • , I I \ I - . ., . • I ! . I • l • I ' I I I . . ., I I . . , . 
I V I ~ ~ 
. 
' 
, i ... ~ 
l + ,+r +· .L- L J- .L _,/.. .,/,- + .. 
•• I 
~ . • I l. . . - . . -. - . . . . ' • l I a O • • - . - I IU . - . r , . . . - ' • ~ . I • , .. I I l I . I 
I~ . - . . 
... ' 
- . ,, . 
I 
I . . l I • . . • . - . . .- I I 
I I . I I • - I .i I -. • ' - . -~-..a .:t ~ ~ . . r r ~ ... , , :[) =. ~ 7 .,_ , , ::1 ,...,. 7 - ~ 7 / + ,, 
{. ' ' a? L 'fl ' 
t ~ 
~ 
4. ~'--. • -- ' 
.,. 
. . -· . - I I . • ~ .. . • . . • - ·-· I -. 
! 
• • - I ~ • . • I . . • -. , ,.. 
I 
I 
l .. . I I I I .. - , . - . . I . .. !"- I . I 
• I .. ,,, . . . - - -I 
I " I + , +· + ,. , -I I I I • 
n- I I . . --• 
I 
i ... ... 
• -- ~ . . r s I I . I I 
• . I 
I - c::> , , '+ I ._/ 
44 1 ' ..
' ., 1' 
' 
, ..... • 
I .. I I .. . - . . ,,_ . \ • I 
I • • • • 
i .. 
"' I . I . I r . . I I I I . 
r .. . . . . 
• . . . I . ,, . - . 
• - I - . I . I I I • • I . . ~ . - . . . I . .. I .. .. ,, . . ., 
.,. 
~ ,, -~ -,£. . , .. . . - . I I .. I I I n I 
I - I I . 
D 
I I . 
0 ,tJ ~_. -f +.&. 
/ -e -,L 
'-,./ 
1 l . -• 
. 
a 
- -. . 
• • • . . --
. 
. ' 
~ ~ . 
I I 
-
~ 
• -I' v 
b 
I . 
-
I 
• . 
+ 
I . 
I . 
~ 
-e, 
I 
. 
I -I 
~· 
45 
·~ 
' ~ ... .., s ,, . . ~ . - - I . . I . • . • I ,, r ., , ., . I . . . . • 
' I JI • I 
.., 
' I I I I .. 
I 
"' ... - - -- -• • • • • • • I I ·- I . • • -. .. • I . ,, - . ,, . L • I' . • I , . I - I r . _,, . I • I • . . ..... - . 
I 
- :I . I - . . . 
I ' I . I I I . I • I ... I• • . I I . I I .I---,,- I. ' 
:1 ,, I ,,,_ . I I I • • I I _. . , . - - ~ 
I 
+ • ~- . ~ - . I . . ,. I' ,r :1 
I • . • .. I . 
' ' .. I ..... I I .,, I ' 
... 1' .. ~ . 
I I I I . . . . I I I 
I • . , . - • . I I ~ . • I 
_,,_ - ..! ~ ::•J 
r 
0 /.,._}. - ...__, . q+ _: ..L 
/~ ~ 
ti .,,,,. ,, 
$ 
I j 0 .. - " . . . I . ,, - • . , I . "' . I • r . . • • ., . I • • '' • • ~ . -• 
.. 
• • . ·-- • . . .. . • . . . ~ . - . . . I _, I "' . -.. 
~ ----- ~ . . . r . . . • I JI ; . I • .. - I . ' I ,, • - I . , , . . r . I . - -
¥- . 
... :1., ~· .... .... "" ._. ., -ti-i . I .. . • . r . \ - I I ' . ' . I I . 
I 
., . I I -. . . • , ., 
I I I I • , . 
~ ..,.. ..!. ..J -\ -,(. I - -I / + 0 + 
+ 
'oJ'"+77 
I, I, s ' ' ' 6 " ,, 
. . I ~ . . I I - • 8 I ,. I I I I 0 . . ., - • ' • • I . . I . . • - . -
, - I .. I " ' . I • .. , . ' . . + 
. I .. - I • - "" ... . • . I• 
+ , 
I . I 
II .. :- . . . - • . . A . I 
I I -.. - I I • l . "' - . • V . . . 
' I .. . , -- . ., I ... I 
• . 
... ·"' I I I • 
r , , , 
,,t .. r _,. I ,... I - I 
' I I . . . . 
+~-i-
. 
.. 
n 
I . 
/ 
... ·-• I .. I • . 
., .,, ,r 
J, 
I• __, 
::\ -::\' ..... -++ ,. ' 
,, . • . • I • ' 
""" + + +• 
... 
- ~, . 
I " 
I -1 . I - ~.7+ 7 # 
.,. 
I • ·- • . . • .. . . - -. . . . . 
... 
.. . I ' . • I • . -/ -
7 
- I --, I . . I . ·-. ., 
I .. -
- ..... 
~ I • i 
• I • • - - ~ . . . ., .. 
... 
I ~ I I • 
-. -.. . . 
/-,1-
., .L . ,, + 
I - "' ~ I , -. 
I I ..,. 
-4 ? ...L -:I 
, 
7+.,.. 
t z ' l 
~ 
I 
""" I • . - .. .,, . . . -
I ., . . 
+ + 
. .. . - ~--J; + 
. -I . 
• . . -
J, 
• I > 
"') ...J. .J. 
" 
I 
I 
I --.. 
I 
~- . .. 
.... 
• 
I . . . . 
-t'-' . 
I . . 
• . 
I . ~ 
/• 
:, .. -
I -
I . " • ... I ' . ' ,.. I . -. I .. I . . • I .. , - • I • . . 
I - . . • . _,,,, .,, - .. , 
""' 
... ·. 
' 
r I 
I - • ' . I - • I I • I . -· I ' ,. . 
~ +·..!J.! +· 
. . + + , , + 
I ,1- I 
" ... '· ,, I - - '· 
I ..... I" r "' I I ,i I '· • - . • I , ' . . - '· 
·-! -f -i _,_ ,;- - + ,.. , , .. , .,... 7 - ~· 
yl-
... , , - . . • • . . . , . . - . . . I . I • • . . I I I 
I ~ • • •• -
... 
- •. 
I . • . 
• . . '. • . .. . . . . -
/• :") 
.. . ..... -4 • 
' 
, '0 ~ 
I _. I 
I ' I ... - ,, I. • I . ' I -., - I . I I I - . - . . . .. ., - ., . . I _. I , ... , . . ., -
,. ., 
I I . -- . -- . . I I I.JI I I• I I I • I .., . ' I -~· .. .. #+ ....-. , ,, ,, , ,, . 7 
., 
-
I - I I I .. ,, I I I . - . I I .. . 
,I-
. , , , '·"'14 ~ +·,. + / 
-+- . ~ , . - . ... , I .r -I I . . . ., • I ,. I ~ . . - • I .. I ....I I 1 .J I , . - - - I I I --
,,.. I "> 
I I• - . I I . .. . . . ,,, / . . , ~ _, / ,, 7 -
,, 
·-• .. • I • • • -- --. , , . 
~ ... 
- I • I .I I I 
I 
~ 
, ; 
+ 
, . 
... . . -. • • . ., . , r , , li7• 
/ I 
"' . I - , . . - I , I ~ .... I "I • • 
I • 
. 
• I - • • . • . . . , 
~ -
I 1 I 
I • . . . . • . - -
I ""' • .., r 
• • • • , .. , 
.. 
' 
I . -
f 
-. . 
I I 
"11 , 
.. 
a 
- •• . . . .. .. - , 
• I , ~ 
• . ., 
+ + 
~ , ~ . . 
1 ........ 
~ 
.. 
~ :j1 ~ 
• 
.,. ' ., . i . . . • . • . - IC~ . . - ,, 
-· fl' 
~ - ·-. ~ 
,I-
.... 
• . • • . . • I _, . . . , . 
~ 
, + ~ ~ 
- ... 
-
I ~ . I • .. ~ • 
~ .,. -,.. + I • L 7·+ 
• • • • . ,, ,. . I . - . , ..,. . 
' .. I ' . . - .......... 
I ~ . • . 
:i :!" 
, . 
l 
I . 
~ 
.k 
I 
7 
• • 
+ 
• 
.I 
. 
I 
r 
., 
,'$.,,, ... . ~ . I I . . . . - '+ 
. . • +..,. -1 
; 
I_, . I r "J 
.I ..,,_ + 
I . 
. , 
Ill ·. I • 
' 
•• . 
+ 
$ 
3 
~~
. 
I . 
". 
I ' 
• • 
-.,.: 
I ...,,.. 
I -..... 
. 
-
I . 
! t:· 
l'ht 6'0'4 ... .%,Ly ~ 
I . r"\ ~ I"'\ ' ' ' .) .. ' I .... r . . - . . . ., . ., • I "'6 I ., ,I r . . .. . . . I , , r 
~ .. \ . • I ., ' . , . I . I ' ,I .I I . I ,. I . • r I .. I 
I • 
~ 
~ . .. . . --... I A • • • . - . l - • I I ~ I . • ~ . I I . • - . • . . 
I •• ~ ~ , . .. I -~ . . . .. - . ,, . . I I I I l . , r ,. . f" ., . r " . , " . . . . " +' . . " . 
,t" • .,. 4' • • .. . I ... I I I I ' I I I • I I I -- I . . . I I . I . • . - • • • "' _ ,_ ---·· . .r I ., ~ . , . ,I - I . . , . .I . I . . 1. ... I I I I r , ., "' I -· - ' -... ..L .. • • t • /• -,I. + + " ~ + • + ...,_. " . . . , . . , , . - ' I . ,, . ' ' . ' \ ,. . ' ' . • D 0 L I . ,,. I l,ll ' I I I I I I ,. _.. I I'll ... - I . I - I -... --. . . 
.. .. ... . - . . . .. oJ I I • ·- I • I ~ . .. .. - ' . I' I I I . I • • - T - , I I I • • I .. ' • r • / + ~ + ....I ". +.J . . , + -! ,, -I -\ - + 0 
' ' ' ' ' ' $ 
' 
, •• ,. , .. ' I I .. • .. .,t l'f . ,. I . I ,, • • . . . . ' r . . ., , r , . . . ' I ., ' ,, . I• I . I . I - I I ..... ' • ' l . I I I I -....& 
.,. • ¥ 4' ~ .. • ... I I I I • #' I . I I • I I I 
I r I I • ,r . .-:: 
' I I I'll ' . .-, . ,I _,, - . . ... . . . 
• " -- . . • I .. ,, I I ,I ,I I I I I I I I I . . . I I . I -· : ., -· 
I I I I I -- _, . . - --I + 
II 
+ .!. ..,. .t. -& ... 
;. ~• -----H,f--;~r--~-t--_r"t-- I ~- ---r---..-~.'~·---.,:~-,,7""--tr-_· __ ·-t=-=.·_-_-_-:·-_-"=?:-.-__ .:_-=:_ ::-: 
~-----_! ______ ~·tt--------- ~---~-- -----· -·1--------L-"-+----t"--- --~ .. ----· -- - ----- ---·- ----··-· --· ··- ·--···-----··--·· ----------1---- ·-·-· ----·-· . ·-·-·· 
i-,----------- -t+------------tl--·-------- - >-------------+----- -------· 
f~ :_ -~-,-. ~-+f--+--tr--:----t---~-=--=--:;.'-=--=--::.-:t,,-y ----;; .....· =-·j:;::--_-...... --,,,~lr--=1-·-_-----~ 1-=--·:_.-:~_;~=~-;;;----=== ~~-~}-=--
. I 
I -. ' I I , +..J r - I r 
/ e 
_J__j,_ ____ I, " d _______ , _____ ----- -'--~I.,' 
~, 
/' " I ' ' ' I I ,, • 6 . -I ., I , . I l • • . , ' ,, I , . ,I \ , . ' . \ "'. . ~ I ,, . I I ' . ,r I \ _..I , - I . 1 . - l .... I . 
~ 
I I .. • I I 
' I r I I I I • ' I . - .I . I , _,. ,r . ., ,, . , . 
/ 
J, ~ • 
I I I . 
L . I ., I . I . . ' I . I• . ~ l - -· • I . ,, J • 
I> 
,.. 
L 
V 
~ 
I 
.. . 
\ 
::1 
/ 
? 
6 
, 
. 
/# . 
.I ., . . . I 
1 ., 
I 
-..! ...l 
.... 
I 
I 
~ . r ., 
I 
I 
. . . 
+· 
I 
I 
I 
' I 
I I 
, . . 
I 
I 
. 
I 
.I . :, . 
.,. 
/ . . , , . 
I \ . - I I . 
#' 
' , I 
I . + -· 
2 ,l #3 
. . ., , 
I I 
. 
I . ., 
I 
., 
. . I ,,I I .... ' . L-,.J . , 
r-, I"'"") • .I ~ + ~. . ' J . . I I \ _, I I 
I ·-
- I 
- I I, . I I 
LJ . . ' I . . 
-l / 
. 
~ 0 ~ + - + - -+ 
/ 
'} 
.. t."4 . . , C .. 
' ' ' '-' I 
I 
I . 
-
I I 
I I ... I 
~ .!. _,_ 
I I \ 
;' 
---'-- _j~ __ + Q""-----~--J-"F-~~:::__--t---=----++------------------,-I-~- -:~~..::~: --~:~~~-:_--__ -~ ....... __ ·-===:=:~_:-~_:-~-+-·--+---\-----::.++----------------
I., 
I -+ 
I \ ---- -------- I . 
. ------ -------- -------------t----------1--t------------·--- -
' iiii iL_ - ' I 
------ __ .....,.__ ________________________________ _ 
a. 
t 
BIBLIOGRAPHY 
1. Dart, Thurston, The Interpretation of Music, Hutchinson's University 
Library, Hutchinson House, London, 1955 . 
.. 
2. Denkmaler Der Tonkunst in Osterreich, compiled by Guido Adler. 
•rFlorilegium Primum FurStreichinstrumente und Clavier." Georg 
Muffat (Jahrg 1/2 Band Two}; Breitkopf und Hartel, Weisbaden, 
Germany, 1950. 
3. Denkmaler Der Tonkunst in Osterreich, compiled by Guido Adler. 
"Florilegium Secundum Fur Streichinstrumente und Clavier. n Georg 
Muffat (Jahrg 11 / 2 Band Four); Breitkopf und Hartel, Weis baden, 
Germany, 1950. 
,. 
4. Denkmaler Der Tonkunst in Osterreich, compiled by Guido Adler. 
"Seche Cone~ Grossi I.'' Georg Muffat (Jahrg XJ../ 2 Band 23); Breitkopf 
und Hartel, Weisbaden, Germany, 1950. 
5. Dolmetsch, Arnold, The Interpretation of Music of the XVII and xvm 
Centuries, Oxford University Press, London, 1946.-- --- - -
6. Dorian, Fredrick, The History of Music in Performance, W. W. 
Norton and Company, Inc., NewYork, 1942. 
7. Ferguson, Donald N., A History~ Musical Thought, Appleton-
Century-Crafts, Inc., New York, 1948. 
8. Newman, William S., The Sonata in the Baroque Era, Chapel Hill 
University of North Carolina Pres;:- Chapel Hill,. North Carolina, 1959. 
9. Quantz, Johann Joachim, Versuch einer Answeisung die Flote traversiere 
~ spielen, Berlin, 17 52, Chapter XJ.. and 12. 
IO. Sachs, Curt, Our Musical Heritage, Prentice-Hall, Inc., New York, 
1955. 
11. Sachs, Curt, Rhythm and Tempo, W. W. Norton and Company, New 
York, 1953. 
12. Scholes, Percy A., The Oxford Companion to Music, Oxford University 
Press, New Yorlc, 1938:--
BIBLIOGRAPHY (cont.) 
13. Stainer, J., Dictionary ~Musical Terms, Oliver Ditson and Company, 
New York, (date?) 
14. Strunk, Oliver, Source Readings ~ Music History, W. W. Norton 
and Company, Inc., New York, 1950. 
